and rather in exible, with the exhibition having to work round its limited number of xed TV monitors and display cases. However, the exhibition's many strengths allowed it to overcome these practical obstacles, and the three curators-Sarah Frioux-Salgas, Dominique Malaquais, and Cédric Vincent (the latter two codirectors of PANFEST Archive)-are to be congratulated for the breadth of their vision in their presentation of the festival to their audience.
A key story told by the exhibition was that of the participation of the US delegation. In s Paris, Senghor had been inspired by the Harlem Renaissance and the jazz age to develop the concept of Négritude, which promoted black pride amongst France's Fig. ) ; Langston Hughes, the elder statesman of African-American literature; and an ageing Josephine Baker, the "black Venus" from Missouri, who had wowed Paris in the s. For Senghor, these gures embodied the cultural bond between Africa and people of African descent.
It did not go unnoticed, however, that participants were largely drawn from an older generation, viewed as politically and aesthetically conservative by younger, more militant gures. e exhibition revealed, through an interview with African American scholar Harold Weaver, that the US delegation was in ltrated by the CIA, while the participation of Ellington's orchestra was funded by the State Department. e festival thus found itself caught in the Cold War struggle for "in uence" in West Africa between the US and the Soviet Union. e US saw the moderate Senghor as a key ally and the festival o ered the chance for some useful cultural diplomacy. Without a black diaspora, the Soviets could play no a formal role in the festival, but they did help the beleaguered hosts, desperate for hotel accommodation, by lending them a cruise ship. e complexity of this Cold War engagement was made most evident through the exhibition organizers' decision to screen in their entirety two of the great documentaries about the event, one American, one Soviet: William Greaves's First World Festival of Negro Arts and Irina Venzher and Leonid Makhnatch's African Rhythms. Greaves's lm was commissioned by the United States Information Agency (USIA), a body created in to promote US interests overseas. Shot in black and white with a poetic, gravely intoned voiceover in Greaves's best Actor's Studio-trained tones, the lm presents the festival as an epic event. It focuses on the US delegation, opening with images of Langston Hughes strolling along the sherman's beach at Soumbedioune Bay, chatting and joking with locals, while in the voiceover, we hear Greaves reciting Hughes's famous poem, " e Negro Speaks of Rivers." is American focus is reinforced when the lm gradually segues from the images of Hughes, via an image of a Benin bronze, to shots of Duke Ellington's orchestra in concert at the national stadium. If the lm clearly emphasizes the role of American participants in the festival, it also ensures that the slave trade is never directly evoked: tellingly, it contains no footage of the son et lumière show on the island of Gorée, a centerpiece of the festival, which included tableaux recounting the island's role in the slave trade.
African Rhythms was made by a team from the in uential Central United Film Studio. Shot in color, unusual for documentaries of the time, the lm has a vibrancy and immediacy that is perhaps lacking in the more stately Greaves lm. Where Greaves stresses the historical and ideological importance of the event, the Soviet lm manages to capture some of the glamour and excitement of thousands of performers descending on what was then a relatively small African city. e lm also presents a wider array of performances than its US counterpart. In particular, it contains scenes from the son et lumière show on Gorée, thereby underlining the history of slavery in a fashion deliberately occluded by the USIA. However, despite its status as a piece of propaganda designed to present the Soviet Union as Africa's true friend, the lm is signi cantly undermined by a commentary that rehearses a series of racist clichés about the continent (e.g., all Africans have rhythm, etc.). For Senghor, "the real heart of the Festival" was a vast exhibition of "classical" African artworks, "Negro Art" (Fig. ), at the newly built Musée Dynamique, a monumental Classical structure perched on a promontory overlooking the sea. "Negro Art" assembled some of the nest examples of "traditional" African art, almost pieces, borrowed from over museums and private collectors from around the world. ese were exhibited alongside a selection of works by Picasso, Léger, and Modigliani, borrowed from the Museum of Modern Art in Paris, in a fascinating contrast between traditional sources and the modern masterpieces inspired by them. (Who could imagine Western museums lending such priceless items to African partners today?) e photographs of the Musée Dynamique exhibition-shown as part of a slide show of stunning images from the event-were amongst the highlights of the exhibition, as they brought home the sheer scale of the organizers' achievements in bringing together the treasures of the "black world." e exhibition concluded with three short lms, focusing on the Tricontinental Conference held in Havana in January and the birth of the Black Panthers that same year, which indicated that black/ ird World politics was already taking a more exhibition review radical turn. is emerging radicalism cast the Dakar Festival as the conservative cousin to the revolutionary forces now coming to the fore, which would reach their apogee at the First Pan-African Cultural festival in Algiers in July . In , internationally renowned curator Simon Njami was commissioned to organize Dak'Art, the oldest "Biennale of Contemporary African Art" founded in Senegal in , and since then the central contemporary arts event on the continent. For this twel h edition, Njami alluded to the poem "Guélowâr où Prince," of Négritude writer and the country's former president Léopold S. Senghor:
Your voice tells us about the Republic that we shall erect the City in the Blue Daylight In the equality of sister nations. And we, we answer: Presents, Ô Guélowâr! is verse points to the high aspirations before and during African independence movements, at the dawning of a post-colonial age. Inspired by Senghor's lines, Njami ambitiously positioned Dak'Art to become "a new Bandung for Culture," in reference to the conference in Indonesia with its Afro-Asian alliance, transferring the historic idea of solidarity among nations of the Southern hemisphere to the contemporary global artworld. Such connections are promoted in favor of a historically coherent and strong antidote to the still very present domination of the Euro-American art system. Closely related to the biennial's overall thematic set-up, the curatorial concept of the main exhibition was entitled "Reenchantments: e City in the Blue Daylight." e artists were invited to present artworks that "reenchant" not only the African continent but the entire world. Njami selected sixty-ve artists, among them many young and emerging individuals, but also established ones like Ouattara Watts, eo Eshetu, or Mwangi Hutter. More than half a dozen special projects including for instance a screening by Cameroonian lm maker JeanPierre Bekolo widened the curatorial concept also to lm as artistic genre. Two symposia "Dakar : Chronicle of a Pan-African Festival" guided the visitor through these stories of the event's successes and failures with great panache, giving a clear sense of the cultural and political context in which the festival unfolded. And, in so doing, it helped to rescue the memory of an event that marked one of the highpoints of black modernism in the twentieth century. 
